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ABSTRACT 
Graphic designers are entrusted with the task of conceiving, planning and executing 
designs that communicate a specific message to a specific audience. In the era of 
globalization, technological advances are bringing citizens of the world closer now than ever 
before. Audiences around the world are assimilating the practices of other cultures into their 
own while maintaining some of their cultural identity. Globalization is also changing and 
challenging the profession of graphic design. Designers now have to communicate with 
diverse cultural groups that are different from their own. For a designer the main challenges 
would be: firstly to communicate the intended message without misinterpretation, and 
secondly to appeal to that particular audience' aesthetic preferences. 
Cross-cultural studies have shown that it is necessary for a designer to understand that 
a culture-specific audience views any kind of communication (verbal, visual or otherwise) 
directed to them through their own cultural filters. This requires major corporations, and their 
designers, to invest more time researching the cultures, cultural filters, cues, and aesthetic 
preferences that are unique to their audience groups. 
This study aims to provide designers with insight into the cultural perceptions and 
aesthetic preferences of an Indian audience group. India provides an interesting case to study 
as the urban middle class with buying power in India attracts multinational corporations to 
increasingly market their products and services there. 
The literature review of this study examines the various factors that together create a 
unique visual identity for India, and may dictate the visual culture and aesthetic preferences 
of her people. 
lX 
This study tests the hypothesis that an Indian audience will differ from an American 
audience in their understandings of, and preference for, certain corporate logos, based on 
cultural differences. In order to study the unique responses of Indians to certain icons and 
symbols, two groups of respondents, Indian and American, were asked to identify forms and 
meanings of logos and rank them by preference. The respondents' answers provide insight 
into the degree to which Indians differ from non-Indians in their aesthetic preferences and 




Graphic designers are entrusted with the task of conceiving, planning and executing 
designs that communicate a specific message to a specific audience. Advances in technology 
have brought the citizens of the world closer now than they have ever been before. Audiences 
around the world are assimilating the practices of other cultures into their own while 
maintaining some of their cultural identity. Globalization is thus changing the profession of 
graphic design, just as it is changing everything else around the world. Designing for a diverse 
audience or a cultural group that is different from one's own could pose several challenges. 
For a designer the main challenges would be: firstly to communicate the intended message 
without misinterpretation, and secondly to appeal to that particular audience's aesthetic 
preferences. 
"Human beings the world over share one fundamental reality-they are born into, reared 
in and probably cannot survive without a culture." (Danesi and Perron, 1999 ,p.1) Social, 
cultural, and environmental forces shape who we are and how we function in the everyday 
world. The culture we belong to, the country we live in and the demographic composition of 
our community, affect our perceptions of visual imagery. There are commonalities that all 
humans understand but it is differences in perception that make one culture uniquely different 
from another. It is therefore necessary for a designer to understand that 'a culture-specific 
audience group views the world and any kind of communication (verbal, visual or otherwise) 
directed to them, through their own cultural filters. The filters are formed by language, 
religion, the geographic characteristics of a place and the shared experiences of that cultural 
group.' (Steiner and Haas, 1995, p.9) 
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In recent years, major corporations have invested in the need to understand various 
cultures and their cultural filters. For example: 'One might think that HSBC bank's choice of 
red would be too close for comfort for anyone who has ever been overdrawn, as red signifies 
debt and risk. (For example, Las Vegas is a sea ofred neon because the color physically 
makes you gamble more.) In the East, where the Hong Kong and Shanghai Banking 
Corporation started, red is synonymous with luck and good fortune - money is always given 
in red envelopes in China. HSBC's efforts to understand their client's aesthetic preferences 
and cultural conventions have reaped benefits as HSBC today is such a powerful global force 
in banking.' (Hodgson, 2003) The popularity of the World Wide Web has forced major 
corporations and smaller companies to create a global presence for themselves and reach out 
to more diverse audiences to be successful. 
Some companies and designers are still learning-the expensive way-that it takes an 
informed touch to design for a different culture. The expensive design mistakes have 
prompted designers to invest more time researching the cultures, cues, and aesthetic 
preferences that are unique to their audience groups instead of relying on popular assumptions 
(stereotypes), mass opinions and limited personal knowledge. For example: 'The photograph 
seen below (fig. 1) was used in the brochures, invitations and other publicity material used to 
promote a Japanese-American cultural event. The woman in the photograph properly wore her 
kimono with the left flap on top. The picture was inverted (mirrored) during the production 
process. In Japan, only dead people are dressed with the right flap of the kimono on top. The 
Japanese-American committee therefore insisted on all the material being reprinted making it 
a very expensive design mistake.' (Lipton, 2002 p.121) 
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Fig. 1 As shown, the left flap of the kimono goes on top of the living; 
right on top is how people were dressed for burial. (Lipton, 2002, p.121) 
Henry Steiner and Ken Haas in their book 'Cross-Cultural Design' suggest that "the 
ability to supply a visual statement that provides a direct clear communication of the message 
is basic for good designers and imperative when working cross culturally." (Steiner and Haas, 
1995, p.ix) This means that designers must strive to transmit one set of messages within the 
medium of a foreign tradition without losing the meaning and attitude of the original concept. 
Designers venturing into the global marketplace need to be as sensitive to cultural 
conventions as they are uninhibited in finding ways to exploit them. To illustrate why cultural 
sensitivity is critical in visual communications, Carolyn Mccarron shares a story related by 
Razorfish senior strategist Ashmita Goswami: "Hertz's corporate colors are black and gold. 
People who sign up online for Hertz's gold membership receive a black envelope in the mail. 
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This works well for Hertz's American and European customers. In Japan, however, a black 
envelope signifies the death of a family member. "Japanese citizens were extremely upset 
thinking they were receiving horrible news," she says, "and instead they found a membership 
for Hertz's Gold Club." (Mccarron, 2003, p. 21) With such cultural communication 
differences at work in our world, the question arises as to what steps graphic designers can 
take to ensure that the message they send is correctly interpreted, understood and accepted by 
their international clients and audiences. 
Cross-cultural studies of human behavior and perception suggest that, 'even to someone 
unsophisticated in psychology, it is obvious that certain aspects of people's behavior are 
shaped by their social and cultural background.' (Segall, Dasen, Berry and Poortinga, 1990, 
p.67) The example shown in Fig.2 shows that the word 'football ' can conjure up three 
completely different images depending on which part of the world you are addressing. This 
study aims to provide designers with some valuable information and insight into the cultural 
conventions and aesthetic preferences of an urban Indian audience group. 
l "SA 
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Fig. 2 Differing concepts for the word 'football' around the world (Anonymous, 2002) 
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The literature review of this study examines why Indian culture presents an interesting 
case for a cross-cultural study. This study reviews the rich variety in India's cultural heritage, 
the foreign influences and popular media that together create a unique visual language for 
India and dictate the visual culture and aesthetic preferences of her people. 
It is imperative for designers to understand the cultural perceptions and aesthetic 
preferences of the audience they intend to communicate with as the cultural background of an 
audience group determines how that group appreciates and responds to visual 
communication. This study tests the hypothesis that an Indian audience will differ from an 
American audience in their understandings of, and preference for, certain corporate logos, 
based on cultural differences. 
The methodology for this study attempts to provide designers with an insight into the 
different perceptions possible when two audience groups are shown the same set of logos in 
the context of a survey. The primary audience group for this survey consists of Indians; their 
responses are compared to responses received from a secondary audience group consisting of 
Americans. The study documents the interpretation of the logos and the preference of certain 




"It is well known that the aesthetic quality of a particular art or artifact such as designs, 
paintings, music, trigger varying responses in human observers." (Sudweeks and Simoff, 
1999, p.262) This study of cultural perceptions and aesthetic preferences will concentrate on 
elements of design that urban Indian audiences appreciate and relate to most, drawing from 
the art and craft traditions of the past, present day popular media, social and religious 
constructs and the various foreign influences that have been assimilated into Indian culture 
over the years. 
I) Purpose of this study 
This study attempts to study the cultural perceptions and aesthetic preferences of Indians for 
the following reasons: 
1) A recent study by Forrester Research documented in the August 4, 2003 issue of Time 
magazine states that "U.S. companies are expected to send 3.3 million jobs overseas in the 
next 12 years, primarily to India." (Thottan, 2003, p.39) The educated and technically skilled 
manpower in India attracts multinational corporations to increasingly market their products 
and services here. Multinational corporations that are sensitive to the needs of their Indian 
clients will require the expertise of graphic design professionals with knowledge oflndia's 
cultural conventions and aesthetic preferences. 
2) The 2001 Census Bureau of India report documented the total population of India at 
1,027,015,247 persons. With this, India became only the second country in the world after 
China to cross the one billion mark. 'While a large percentage of this population is considered 
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poor, India is also known to have its wealthy that control most of the money in the country 
and large middle class with buying power.' (DeNeve, 1993, p. 88) The large market is thus a 
target for many corporations to invest and sell in. These corporations need the assistance of 
designers who are familiar with the aesthetics and culture of India. 
3) India's political and artistic history have been thoroughly documented but the growth 
and progress of graphic design has not received its due notice. Therefore, designers who are 
alien to Indian culture have little or no literature to guide them with what is culturally 
appropriate or aesthetically suitable. Most of the present documentation of Indian design, such 
as Lipton and Miller &Brown and Cullen's research lists favorable colors and popular Indian 
icons from religion and film. However, the variety in Indian culture and the vast history seems 
to have deterred researchers from a more concise documentation of Indian design and 
aesthetic preferences. 
4) India has endured tremendous foreign influences and her culture still has a distinct 
indianness. The acceptance of western ideas and design has been taken for granted in the 
recent past. The people of India and other nations that have been under western domination 
have assimilated western ideas into their own cultures but this assimilation has resulted out 
familiarity with western ideas and an education of the same. Without a gradual introduction to 
western ideas resulting in familiarity or prior education of new design ideas, the audience 
group may not react positively to the western design. For example, Hong Kong's Hutchison 
Whampoa Ltd launched its telecommunication products in India in April 2002, with a series 
of billboards designed using western aesthetics of minimalism and appreciation for white 
space (Fig. 3). This campaign won awards and recognition from the design community around 
the world, but it was not appreciated by Indian audiences. Some research into the outdoor 
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advertising environment in Indian cities would reveal the vibrant visual clutter and shortage of 
advertising space (Fig. 4). White space is also an alien concept in Indian artistic traditions. 
Indians misinterpreted the white space on the Hutchison billboards to be unused space and 
stuck posters over the billboards . 
.. 
Fig.3 Hutchison Whampoa billboards 
(Anonymous, 2003) 
Fig.4 Outdoor advertising in India (Desai 
and DeNeve, 1988, p.118) 
An example of culturally insensitive design would be the advertisement put out by 
Cadbury India's ill-advised British advertising agency, to promote its Temptations range of 
chocolates (Fig. 5). "It showed a map oflndia with the words 'Too good to share' printed 
across the disputed state of Jammu and Kashmir. But following an outburst by newspapers, 
politicians and citizens of the country, the company issued a statement offering its sincere 
apologies." (Anonymous, 2003) 
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Fig.5 "Too good to share." Cadbury- Temptation print 
advertisement (Anonymous, 2003) 
The above four points illustrate the need for a study that will provide insights into the 
cultural meanings and suitable aesthetic tendencies that may be used to communicate with 
India's large middle class population. Misinterpretation of Indian audiences is possible 
considering the variety in Indian society and culture and the absence of sufficient literature. 
This study will attempt to provide designers with some basic information and insights into 
approaching design for an urban Indian audience. 
II) Factors that influence the cultural perceptions and aesthetic preferences of Indians: 
1) Geographical location and landscape of India 
'The sub-continent of India is located in South Asia and occupies a total 3.3 million 
square kilometers of land mass. The country has 29 states and 6 union 
territories.'(Anonymous, 2001) India is often referred to as a sub-continent due to its size and 
land mass which houses a large population of people. 
"Marketing to Indians might be considered pan-South Asian, because the country has at 
least a dozen major and 300 minor languages, although English and Hindi are prevalent. 
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Styles and customs vary from state to state, especially from north to south India." (Lipton, 
2002 p.154) Lipton uses the term 'pan-South Asian' to emphasize that the size of the India 
and the variety within her boundaries that almost make this nation seem like a sub-continent. 
Tony Fernandez suggests that in countries like America the signage is mostly textual as there 
are very few other languages that compete with English. He says, "This has made English text 
an acceptable vehicle for communication in most instances" (Fernandez, 1995, p.37). The 
variety in languages and dialects in India, in comparison, has dictated the visual 
communication for Indians to be more graphical than textual. 
The 2001 census results clearly indicate that a majority of India's population clamors for 
life in the bigger cities. The cities are therefore the hub of all activity and attention. DeNeve 
sympathizes with graphic designers who design for Indian audiences as she believes that, 
"they are in the unusual position of having to reconcile this vast diversity--ofhaving to 
communicate with illiterate villagers and media-wise consumers at home as well as with 
multi-national corporations abroad; of needing to invent a visual idiom that transcends 
linguistic and cultural differences, yet specifically personifies their clients in a world full of 
International style." (DeNeve, 1993, p.89). International style refers to a design movement 
that originated in the 1960s to propagate purity of means and legibility of communication. 
'The visual characteristics of this style include asymmetrical compositions on mathematical 
grids with objective photography and no propaganda.' (Meggs, 1998, p.320) The variety 
present in the social fabric of India is caused by the geographical characteristics that change 
from one state to another in India. 'The clothing, customs, religion, languages and dialects are 
said to be inspired by the changing landscape of the country' (DeNeve, 1993, p.89) 
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The landscape and the natural resources of the country have a tremendous influence in 
the artistic traditions of the country. This influence is most apparent in the colors used in 
Indian art and design. "Color is an integral part oflndia's cultural symbolism. Traditionally, 
garments, ritual objects, scriptures, paintings, and other items of daily and ceremonial life 
were assigned certain colors so as to evoke certain emotional and spiritual responses. As in 
many other tropical cultures, primary colors dominate India's man made environment", state 
Desai and DeNeve ( 1988, pg.115). They also attribute the reason for the use of strong colors 
to the burst of warm colors that punctuate the Indian landscape. Indian artisans, as most art 
history books suggest, relied on nature to provide the materials for their arts and crafts. The 
resist dyers ofRajasthan (in North West India) rely on the vast supply of indigo and other 
natural dyes for their trade. 'Historically, the artisans during the Mughal rule used the 
landscape as inspiration for the motifs used in their art and architecture. They also used the 
colorful minerals and precious stones available naturally for embellishment.' (Ympa, 1994, 
p.37) The Buddhists monks painted their caves in north India with the brilliant colors found in 
minerals such as malachite and azurite, popular in that region. 
Desai and DeNeve also inform us that the evolution of various Indian scripts is dependent 
on the availability of natural resources in the different parts of India. "In the South of India, 
letterforms were scratched into the surface of a leaf and then filled with black powder; in the 
North, a reed pen was used to write on palm leaf, sized cotton or silk, or thin strips of 
bamboo; in the Himalayas, where dried palm leaf was difficult to come by, the inner bark of 
the birch tree was used. These materials ultimately influenced the design of letterforms." 
(Desai & DeN eve, 1988, p.110) The variations in Indian scripts can be seen in Fig. 6 & 7. 
Oevanaglrl Gujarati Punjabi Bengali 
~ 4 tn" <f 
~ ~ 0 ?f~ 
~ ~{ g G1° 
cf q_ ~ -~ 
Fig.6 North Indian Scripts 
(Golshani, 2000) 
2) Influence, Conquest and Colonization 
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Telugu Kanada Tamil Malayalam 
df) cm w (D) 
e:5 d fJ a) 
e) e) 6D eJ 
~ ~ 6)J ru 
Fig. 7 South Indian Scripts 
(Golshani, 2000) 
India's geographical location made her prone to frequent visits and conquests from the 
people of the west. Y mpa summaries the effect of India's history on the aesthetic preferences 
of her people, "India's history is unique. Despite numerous invasions, conquests and 
colonization it has managed to maintain a sense of continuity in its culture while absorbing 
aspects of other cultures and allowing them to be superimposed onto its own. So resilient have 
been its social and religious institutions, which have remained in place relatively unchanged 
for more than 4000 years, that all attempts to radically alter or destroy them have been thrown 
or absorbed, with the result that village life in India remains much the same today as it was 
thousands of years ago. Even in the fast paced modem cities such as Bombay and Delhi, what 
appears to be a complete change of attitude and lifestyle is really only a surface veneer. 
Underneath the age-old verities, loyalties and obligations largely stemming from religion still 
rule people's lives." (Y mpa, 1994, p.17). Colonization and cultural sustenance of culture are 
not unique to India alone. 'China is another eastern country that has a long cultural and 
national history with invasions from the west but the foreigners were largely absorbed into the 
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culture they governed. The size and natural barriers of the country enabled he Chinese people 
to share a common culrure longer than any other group on Earth.' (Anonymous, 1995) What 
is unique to India's history is that every invader has left a mark on Indian soil and added to 
Indian culture while still maintaining a unique Indian identity. 
The various conquests during the course of India's long history have left an indelible 
mark on India's artistic traditions. "Each rule influenced and brought forth-new contributions 
that were beautifully transmutated into the artistic traditions oflndia." (Cohen, 1999, p.7) 
From all the conquests that India has endured, 'The Mauryas (322-232 BC), Guptas (320-415 
AD), Mughals (1192-1707 AD) and the British (1600-1947AD)' (Craven, 1997, p.248) have 
known to have ruled for long periods of time and influenced the visual heritage of India with 
some important milestones. For instance, king Ashoka of the Mauryan rule popularized the 
symbolic use of animals to convey authority and national relevance. The famous four headed 
lion edict (Fig. 8) he commissioned is still used as an emblem by the Indian government. 
Fig.8 Four headed lion edict (Craven, 1997, p.34) 
This symbol is seen on all government stationary and Indian currency. Although the tiger has 
been heralded as India's national animal, the lion has come to symbolize authority and 
governance in India. 
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'The artistic trends of the Gupta period are epitomized by paintings in the Ajanta caves 
(Fig.9). These paintings are known for their brilliant use of color that was derived from 
minerals and other natural resources. These paintings also show a mastery over the use of a 
fluid (calligraphic) line.' (Craven, 1997, p.125-127) 
Fig. 9 Ajanta cave paintings (Craven, 1997, p.127) 
India's art history dates back to before the Egypt of the Pharaohs. Although no significant 
example has survived from before the fifth century BC, the design of the fire altars has been 
discovered in the Vedas (Holy Hindu scriptures). These altars are mathematically precise, 
symmetric and use only geometric shapes. They are commonly referred to as 'mandalas' or 
'yantras'(Fig. 10) and they have several religious and spiritual significances that Indians have 
respected over time. 
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Fig. 10 Mandala (Fancetti and Fletcher, 1971, p.41) 
These mandalas are evidence of India's early obsession with symmetry and geometry and are 
used as grids in early architectural design concepts. 'The Mughal rulers took the already 
popular love for symmetry in design and repetition of elements of design to create intricate 
visual illusions, to new heights.' (Y mpa, 1994 p 17 & 31 ). The Mughals were Persian by 
origin. They combined the similarities that existed between Persian and Indian artistic 
traditions and applied it to architecture painting and sculpture. The visual traditions patronized 
by Mughal emperors are highly detailed and complex with the use of repeating lines and 
patterns (Fig.1 1, 12&13). These qualities of complexity and repetition are used in 
contemporary artistic traditions as well (Fig. 14). 
Fig. 11 Symmetric Mughal patterns 
(Craven, 1997, p.210) 
Fig.12 Taj Mahal-Mughal architecture 
(Craven, 1997, p.210) 
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Fig.13 Mughal painting-use of pattern (Harle, 1994, p.371) 
Fig.14 Contemporary use of Mughal pattern in logos (Dheer, 1991 , p.144) 
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The 200 year long British rule had a wider and more profound impact on Indian culture 
introduced India to many western trends. "The British constructed railway stations using neo-
Gothic architecture with an Indian twist." (Ympa, 1994. p52) They also created art schools 
for Indians based on western artistic principles and method of education. 
Dr.Padma Sudhi states that there is no distinction between art, craft and design in India. 
Fine artists, craftsmen and graphic designers work under the generic banner of "artist", there 
is no clear definition of job responsibilities. Therefore, fine artists find themselves stepping 
into the shoes of a graphic designer to cater to India's visual communication needs. The 
generic 'artist' therefore, seeks inspiration for form and concept from various fields in India's 
artistic traditions. It is for this same reason that this study explores Indian cultural heritage, 
foreign influences and popular media to identify the unique qualities of Indian design. 
The early evidences of distinction between art and design in India dates back to the final 
years of British rule. 'Advertisement layouts were sent by manufacturers in England or their 
advertising agencies to be published in Indian newspapers. These advertisement layouts paid 
attention to issues such as visual appeal, form, and layout.' (Anonymous, 2003) DeNeve 
documents that India opened its first design school, National Institute of Design (NID) with 
instructors trained from Rhode Island School of Design (RISD) and the Design School at 
Basel as late as 1961. 'India's visual communication needs towards the end of British 
domination were initially met by advertising agencies. These advertising agencies primarily 
used illustrations inspired by India's early artistic traditions. However exposure to British 
adverting gave Indian's new ideas with regard to use of form and type.' (Anonymous, 2003) 
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3) Popular culture 
Ronnie Lipton in her study on Asian-Indians in America includes the influence that 
popular culture such as the Indian film industry has on Indian people. Anybody who has 
visited an Indian city will at once be overwhelmed by the monstrous cutouts of film and 
political personalities (Fig. 15) that dot the cityscape. The designers of these posters are often 
unknown, they make a statement with their riotous use of color. While DeNeve and Desai 
term the use of color "garish", these posters are found to draw the attention of any passerby in 
a crowded city. Their size and color palettes often require other billboards and signage to 
compete with their visual energy. Desai and DeNeve's article titled "A trip through an Indian 
Bazaar" suggests that the Indian audiences are not color shy and they are capable of 
deciphering information even if it located in a visual clutter. 
Fig. 15 Cutouts oflndian film and political personalities (Jacob, 1999, p.48) 
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Discussed above are the factors that influence the cultural perceptions and aesthetic 
preferences of Indians. These factors point out the variety that exists in Indian culture and 
society. Despite the variety within Indian society, the people who live within the boundaries 
of India share several experiences. It is these shared experiences that help define what is 
broadly accepted as 'Indian culture.' Ronnie Lipton identifies some "Indian-universals" such 
as family values and the emphasis on education which are also dominating forces that guide 
the Indian aesthetic. Lipton points out that India has its icons that any Indian irrespective of 
their language or religion, identifies with such as sports, actors and other entertainment 
personalities and symbolic animals such as tigers, elephants and peacocks. Other icons are 
monuments of historical and political relevance, festivals of India, the national flag, textile 
patterns such as the paisley and religious customs and rituals (such as lamps, dot on the 
woman's forehead and henna tattoos) have been adapted into many Indian religions and are 
identifiable by most Indians. (Lipton, 2002, p.154-160). 
Ronnie Lipton and Rose DeNeve make admirable progress in their research with regard 
to beginning to define some cultural meanings and aesthetic preferences that Indian audiences 
relate to. This study hopes to contribute more literature to this developing body of knowledge 
so that designers intending to communicate with Indians do not make the same mistakes that 
have been discussed earlier in the introduction and literature review. 
III) Understanding the visual communication process 
Up to now this literature review identifies the purpose of the study and establishes some 
factors that influence the visual cultural traditions of India. It is also necessary for us to 
remind ourselves of some basic communication theory and the purpose of symbols before 
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attempting to test the hypothesis. We have established earlier that the ability to supply a 
visual statement that provides a direct clear communication of the message is basic for good 
designers and imperative when working cross culturally. It is possible to improve the 
effectiveness of visual communicators by analyzing the means which they use and by 
extending their range of concepts and the vocabulary which they use to discuss or explain 
their work. Communication theorists have stated that 'the transmission of a message can be 
analyzed into five components: selecting an idea to be conveyed, encoding it, transmitting it 
through a channel, decoding and interpretation by the receiver. Problems may occur at any 
one of these stages; in particular, noise may operate on the channel to prevent accurate 
transmission of the message itself. Communication depends upon a range of shared 
experiences, attitudes and knowledge. It is therefore necessary for us to fully understand that 
information is knowledge about facts and events, and communication is the transfer of 
information between people.' (Morgan and Welton, 1986, p.11) 
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Fig.16 Berlo's SMCR model of communication (Morgan and Welton, 1986, p.10) 
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Berlo developed a framework which demonstrates the complex web of skills and 
knowledge which two parties need if they are to communicate successfully. This framework 
identifies: 
(a) A sender and receiver who have to share the same set of skills: they have to use the same 
language or code, and they have to use words or signs in the same way. For this to happen, 
they must have experience of the same social system and culture (the values, rules and beliefs 
through which people live). Cross-cultural design research becomes necessary when the 
culture of the source and the receiver are different. For successful communication the source 
has to communicate the intended message in the language of the receiver. In the case of 
graphic design the language is visual. A designer therefore has to be aware of the cultural 
conventions and aesthetic preferences of the audience group that is to receive the message. 
(b) The two parties must be linked by a channel or medium of communication. In a visual 
communication process a designer transforms a message into visuals and communicates it to 
the intended audience via different channels such as printed materials, logos and websites. 
( c) The message consists of a number of inseparable components, and their interdependence 
is implied by Berlo's 'M' framework which binds them together. The components may be 
discussed individually, but work together to produce their effects. 
(i) Content: the information which is the subject of the message. 
(ii) Elements: the individual items (words, sounds, brushstrokes, gestures, colours, pictures) 
which are assembled to form the message. 
(iii) Structure: the way in which the elements of the message are assembled. The same 
elements can produce different messages when combined in a different way. For example, 
'Dog bites man' is not the same as 'Man bites dog'. 
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(iv) Treatment: elements and structure may be combined in the same essential way, but a 
skilled communicator can introduce subtle variations to vary the impact of the final message: 
like the word 'style', this concept depends on the subjective contribution of the individual 
communicator. 
(v) Code: the rules and conventions on which the message is built. 
This study is concerned with the effective communication of a message when the source 
and the receiver have different cultural backgrounds and visual languages. 
John Murphy and Michael Rowe state that trademarks and logos form the most 
international language of the world. "The preliminary function of a trademark or logo is to 
identify a product or service or organization, secondly to differentiate it from others and 
finally to communicate information as to origin, value, quality." (Murphy and Rowe, 1988, 
p.8) "They (logos) cross boundaries readily and provide organizations with a ready means of 
delivering to consumers an unequivocal and uniform message." (Murphy and Rowe, 1988, 
p. 7). This study has previously pointed out that, around the world, there can be differing 
visual concepts for a single word. The variety in India's culture and the tendency of visual 
communication for Indians to be more graphical than textual has also been discussed earlier. 
It is for this reasons that logos were chosen for this study. 
"Early visual language includes: pictographs, elemental pictures representing objects; 
ideograms, which signify concepts or ideas rather than specific objects; and petroglyphs, 
which are carved into rock. From these simple origins, cultures have evolved collective and 
complex systems of signs and symbols that enable its members to communicate. The ability 
of the audience to decode and understand a graphic design becomes a major limitation 
governing its form and content. The audience's language and level of visual literacy, which 
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means skill in comprehending and using visual forms, must be taken into account if the 
designer is to communicate successfully." (Meggs, 1989, p. 4) 
Variations in cultural conventions, meanings and appreciation for form make the delivery 
of' a unequivocal and uniform message', a Herculean task. Authors like Lipton, DeN eve, 
Fernandez, Steiner and Haas have opened the doors to understanding other cultures, and 
encourage using cultural sensitivity in design solutions when designing for audiences from 
different cultures. This study attempts to add to that body of knowledge and further explore 
some of the directions taken by Lipton and DeNeve to better understand the ramifications in 




The hypothesis of this study states that an Indian audience will differ from an American 
audience in their understandings of, and preference for, certain corporate logos, based on 
cultural differences. 
In order to test the hypothesis of this study two audience groups (Indians and Americans) 
were shown the same set of logos in the context of a survey to document the interpretation of 
the logos and the preference of certain forms by the Indian audience group. The logos and 
trademarks chosen for the survey belong to companies that provide products and/or services 
to Indians. If the findings of this study show that the two audience groups perceive different 
meanings and are drawn to different aesthetic qualities from the so called 'international 
language of the world' then designers will have to realize that it is imperative for them to 
spend more effort towards understanding their audience before communicating with them 
effectively. 
The survey used in this study was developed in two parts: part I attempts to test the 
differences in perception and meaning and part II attempts to identify the aesthetic 
preferences of form, for each group. The logos chosen for the survey were based on the 
research discussed in the literature review, which examined the rich variety in India's cultural 
heritage, the foreign influences and popular media that together create a unique visual 
language for India and dictate the visual culture and aesthetic preferences of her people. 
While existing literature suggests certain cultural significances and predicts a tendency 
towards certain aesthetic preferences for Indian audiences, the methodology attempts to test 
the degree to which these may influence the popularity and successful interpretation of 
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corporate logos. The information gathered from this study is relevant for designers who need 
to communicate effectively with an urban Indian audience. 
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CHAPTER4 
DEVELOPMENT OF THE SURVEY AND ANALYSIS OF THE DATA GATHERED 
Part I 
Part I of the survey consists of four sections and attempts to examine meanings of 
symbolic elements used in company logos and the relevance imparted to the same. 
Section 1 
This section shows the participants logos that use hand gestures. " A physical gesture is 
frequently a means of expressing a specific emotion or attitude. When two strangers meet, 
some subtle gesture is often the first indication of how their relationship will develop." 
(Facetti and Fletcher, 1971, p.27) Fig. 17 illustrates two hands interlocked in a handshake. 
This gesture symbolizes friendship, partnership, agreement and greeting in most western 
cultures but it may or may not be used or understood in eastern cultures. While certain 
gestures may be universally recognized, some others might take on alternate interpretations 
in other cultures. The logos shown below (Fig. 18-20) were therefore chosen to test if the two 




Fig. 18 LIC logo 
(Dheer, 1991, p.121) 
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Fig. 19 Sarram social service 
logo (Dheer, 1991, p.40) 
Fig. 20 ITC hotels logo 
(Dheer, 1991, p.60) 
Fig. 18 is a logo used by an Indian Insurance company. Fig. 19 is a logo used by a Hindu 
social service organization. Fig. 20 is a logo used by chain of Indian hotels. 
Analysis of Data gathered for Section 1 
Section 1- Logo a (Fig. 18) 
The data gathered from the two audience groups revealed that a majority of the Indian 
audience group thought the logo stood for protection, security or safe-guarding (Fig. 21). A 
large number of Indians were also able to identify that the logo belonged to the Life 
Insurance Corporation (LIC) of India. Companies like LIC have existed for a long time. 
Therefore the hand gestures, animals, birds or objects used in their logos become 
synonymous for the services that those companies provide due to years of familiarity with the 
Indian audience. It must be pointed out that the responses from the Indian participants are 
distinctly different from the American participants; who identify a religious connotation from 
the same symbol. 
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Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
56% Protection, security or safe 68% Religion, worship, prayer or 
guarding spiritual significance 
40% LIC or Insurance 20% Wannth 
12% Nurture or care 20% Peace 
8% Knowledge 
8% Welcome or greeting 
8% Indian festival 
Fig. 21 Data Analysis: Section 1- Logo a 
Section 1-Logo b (Fig 19) 
A symbol can mean different things in different countries. The swastika for example 
represents Nazism in fig. 22 and is therefore perceived negatively by some. In fig.23 the 
swastika takes on a positive religious connotation in India. Swastikas adorn entrance-ways of 
Indian-Hindu households and Hindu temples as a symbol for good luck. 
Fig. 22 Nazis at Nuremberg rally in 1938 
(Fancetti and Fletcher, 1971 , p.4) 
Fig.23 Religious use of Swastika in India 
(Chandra, 2003) 
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It is therefore not surprising that responses from the two audience groups for fig. 19 
contrast each other. The data from the survey shows (fig. 24) that a majority of the Indian 
participants inferred "blessing" from the logo while the Americans infer "stop". A hand with 
its palm facing out might mean stop to both Indians and Americans alike. A swastika or some 
other religious symbol drawn on the palm of the same hand is seen by most Indians as a sign 
of being blessed. This hand gesture can be seen in images representing Hindu Gods or 
Goddesses and holy men. It is imperative for designers to realize that a single image can 
evoke opposing meanings from different cultures. Inappropriate use of such symbols could 
communicate a meaning that is opposite from the one that the designer intends to 
communicate. 
Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
64% Blessing 64% Stop 
28% Religious 24% Nazism 
16% Welcome or hello 
Fig. 24 Data Analysis: Section 1- Logo b 
Section I-Logo c (Fig. 20) 
Fig.20 shows two abstracted hands folded together with their palms facing each other. 
88% of the Indian participants identified this hand gesture to mean welcome or greeting while 
72% of the American participants think it to mean the act of praying (See fig. 25). 
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Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
88% Welcome or greeting 72% Prayer 
16% Respect 16% Peace 
Fig. 25 Data Analysis: Section 1- Logo c 
Indian companies that provide services in the hospitality industry often use the hand 
gesture in their logos. The logo used in the survey belongs to 'Welcomegroup', a company 
that owns a chain of hotels and restaurants in India. In India too, folded hands symbolize 
prayer. However, the subtle inclusion or absence of certain elements from the symbol 
provides the difference between prayer and greeting. For example, in fig. 26, a woman's head 
with her eyes closed in reverence accompany the folded hands. This image symbolizes 
prayer. In Indian culture elders are equated with the same importance as God therefore it is 
assumed that the gesture of folded hands took on multiple meanings, such as welcome, 
respect or prayer. In most cases when no religious symbol accompanies folded hands then the 
gesture means 'welcome.' 
Fig. 26 Praying gesture (Anonymous, 2003) 
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Development of Section 2 
This section requests the survey participants to identify the bird used in each logo and 
identify the possible meanings they intend to communicate in the manner in which they are 
rendered. National birds and animals are not a unique phenomenon. The uniqueness of a bird 
or animal and its population within a certain region due to climatic, geographic or other 
factors, often elevate its meaning and significance to a national level. Humans also attribute 
certain emotions to a bird or animal owing to its purpose in the environment, its behavior and 
its appearance. Peacock is the national bird of India. Indians are accustomed to seeing 
abstractions of the bird used in logos for national cultural festivals or the travel and tourism 
industry. The visual significance and cultural importance of this bird to Indians has not been 
documented in any study till date. This survey therefore attempts to do the same in an Indian 
context and compare it with the significance that non-Indians impart to it. Fig. 27-30 are the 
logos used in section 2 of part I of the survey. 
Fig. 27 KTDC logo 
(Dheer, 1991, p.66) 
Fig. 28 Festivals of 
India logo (Dheer, 
1991, p.37) 
Fig. 29 Indian art and 
craft academy logo 
(Dheer, 1991 , p.44) 
Fig. 30 NBC logo 
(Pedersen, 1989, p.173) 
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Fig. 27 was a logo used by the Kerala state tourism development corporation in India. Fig. 28 
was a logo used to promote tourism in India. Fig.29 is a logo used by the Indian art and craft 
academy. Fig.30 is the logo used by NBC- a multinational television-broadcasting 
corporation. 
Analysis of Data gathered for Section 2 
The participants of the survey were asked to identify the bird used in the logo and the 
possible meanings they intend to communicate. 
Section 2-Logo a (Fig. 27) 
This logo uses a peacock to represent a state tourism development corporation. The 
peacock is the national bird of India. It is a also a beautiful bird that exudes grace and 
elegance. This bird has been used in several Indian logos to promote tourism and cultural 
events in the country. The repetitive use of the bird in varying abstractions could be the reason 
why a majority of the Indians ( see fig.31) were able to identify the bird in the logo as a 
peacock and identify its meaning to be travel or tourism related. In comparison, the American 
participants identified the bird to be a swan. A peacock is not given national importance 
anywhere except in India. The survey data suggests that Americans are not used to seeing 
abstractions of the bird in corporate logos and are therefore not able to identify it. The same 
reasoning applies for the drastic variation in the identification of the meaning (fig. 32). 
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Indian Participants American Participants 
% Identification of bird % Identification of bird 
76% Peacock 96% Swan 
24% Swan 4% Peacock 
Fig. 31 Data Analysis: Section 2- Logo a, identification of bird 
Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
32% Tourism or travel 44% Grace or elegance 
28% India or national bird of India 20% Shipping company or 
16% Beauty 
transportation 
12% Peaceful or serene 
Fig. 32 Data Analysis: Section 2- Logo a, identification of meaning 
Section 2-Logo b (Fig. 28) 
This logo also uses a peacock. The beauty, grace and elegance of the bird is emphasized to 
attract tourists to India. This logo was used by the Government of India's tourism department 
during its 'visit India' campaigns. The national art and culture events that took place during 
these campaigns also used the same logo. It is therefore reasonable to expect differences in 
the responses of the two audience groups. 
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Indian Participants American Participants 
% Identification of bird % Identification of bird 
100% Peacock 100% Peacock 
Fig. 33 Data Analysis: Section 2- Logo b, identification of bird 
Since the American participants may not have known if the logo they were shown was for an 
Indian audience and also not known the importance of a peacock to Indians they seem to have 
deciphered the meaning from the graceful forms and organic shapes used in the logo (fig. 34). 
The peacock also seems to have been easier to recognize in this logo compared to the earlier 
one as the peacock is almost always photographed with its tail feather up in full display. The 
profile view of the peacock is rarely seen. 
Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
48% Art, culture or entertainment 60% Beauty 
48% India 16% Color 
32% Beauty 12% Flame/fire 
Fig. 34 Data Analysis: Section 2- Logo b, identification of meaning 
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Section 2-Logo c (Fig. 29) 
Indian Participants American Participants 
% Identification of bird % Identification of bird 





Fig. 35 Data Analysis: Section 2- Logo c, identification of bird 
As discussed earlier, the logo uses a profile view of a peacock to represent an art and 
culture academy. The tabulated data in fig. 35 shows that Indians had no trouble identifying 
the bird as a peacock but there is a considerable variety in the answers provided by the 
American participants. This logo is similar to logo 2a with regard to its formal attributes. The 
significance given to a peacock in India and the its past use in travel, tourism and cultural 
event logos was not known to the American participants, who have therefore based their 
interpretation of the meaning on other factors (fig.36). 
Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
40% India 20% Modem 
16% Travel 12% Strength 
16% Entertainment 12% Graceful or beautiful 
12% Growth or Evolution 
Fig. 36 Data Analysis: Section 2- Logo c, identification of meaning 
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Section 2-Logo d (Fig. 30) 
The NBC logo also uses a peacock. The beauty of the bird is used to represent 
entertainment and color. NBC being a multinational television channel, its logo and the 
meaning of the logo seem to be less in dispute (See fig. 37 and 38) as the other three logos 
discusses previously. 
Indian Participants American Participants 
% Identification of bird % Identification of bird 
100% Peacock 100% Peacock 
Fig. 37 Data Analysis: Section 2- Logo d, identification of bird 
Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
60% TV, NBC or entertainment 56% NBC 
36% Color 28% Color 
12% Diversity 16% Diversity 
Fig. 38 Data Analysis: Section 2- Logo d, identification of meaning 
Section 3 
"Man is king of the animal world; he is the most dangerous and complex, subtle and 
versatile member of that community. Among selected fellow creatures, however, he sees the 
embodiment of certain human ideals. Thus the bull symbolizes virility, the dove peace, the 
lion dominance and the snake malevolence." (Fancetti and Fletcher, 1971, p.13) However 
more recent studies by Lipton, Miller, Brown and Cullen show that cultures respond to 
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animals differently, sometimes even the opposite meaning from another culture. For 
example, Lipton's research on Asian-Americans shows that 'the dragon has a positive 
connotation in eastern cultures and a negative connotation in western cultures.' (Lipton, 
2002, p.132, 136-138) It is imperative for designers to realize that symbols may not only 
have different interpretations in different cultures but they may also have more than one 
meaning in a single culture. For example, Fig. 39 is an Indian logo that uses the elephant in a 
religious context (Hindu elephant God, Ganesha) and Fig. 40 uses the elephant in a secular 
context, emphasizing the relationship between a product (Fevicol adhesives) and the physical 
characteristics of the animal. 
Fig. 39 Ganesha 
~ 
FEVICOL 
Fig.40 Fevicol adhesives logo 
(Dheer, 1991, p.135) 
The figures shown below (Fig. 27-29) were incorporated into the survey to test how the two 
audience groups identify the animals present in the logos and interpret their possible 
meanmgs. 
Fig. 41 Shantaram logo 
(Dheer, 1991, p.17) 
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Fig.42 Govt. Of India seal Fig.43 Asian Games logo 
(Dheer, 1991, p.50) 
Fig. 41 is a logo used by a religious institution. Fig.42 is the logo for the Government of 
India and uses lions. Fig. 43 uses an elephant to represent the 1985 Asian Games hosted in 
India. Here the elephant is used in a secular context unlike in Fig. 41. 
Section 3-Logo a (Fig. 41) 
This logo uses an elephant in a religious context. From the data analysis seen in fig. 44 it 
is apparent that the American participants are unable to recognize the elephant in the logo. 
Ganesha, a Hindu god, is visually depicted as a human with an elephant head. Hinduism is the 
major religion of India and the hybrid human-elephant form has undergone several stages 
gone abstraction over the years (see fig. 39). It is therefore easier for Indians to recognize the 
abstracted elephant in the logo. The swastika in the middle of the logo also helps identify the 
religious context. The emotive quality of the eyes and the dark forms in the logo seem to find 
reason in the identifications of the animals and meanings (fig. 45) made by the American 
participants. Considering that a majority of the Americans identified the animal in the logo to 
be an octopus it seems only reasonable for the majority to perceive an evil or sinister meaning 
from the logo. 
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Indian Participants American Participants 
% Identification of animal % Identification of animal 





Fig. 44 Data Analysis: Section 3- Logo a, identification of animal 
Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
100% Religion or Hindu God 36% Evil or sinister 
Ganesha 
24% Mystery 
20% Sly or sneaky 
12% Secretive 
Fig. 45 Data Analysis: Section 3- Logo a, identification of meaning 
Section 3-Logo b (Fig. 42) 
Fig. 8 in the literature review shows the four lion edict erected during the Mauryan rule in 
India. The Government of India adopted this edict as its official seal. The Lion therefore takes 
on a more official significance to Indians. This is proven by the data collected from the 
survey. Both participant groups were able to identify the animal (fig. 46) and the generic 
characteristics of royalty and strength that goes along with the image of a lion. But to 72% of 
the Indian participants the official-Government significance ranked first in their identification 
of the meaning (fig. 47). 
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Indian Participants American Participants 
% Identification of animal % Identification of animal 
100% Lion 100% Lion 
Fig. 46 Data Analysis: Section 3- Logo b, identification of animal 
Indian Participants American Participants 
% Identification of meaning % Identification of meaning 
72% India or Indian government 32% Royal or regal 
16% Royalty 32% Strength 
12% Strength 32% Protection 
Fig. 47 Data Analysis: Section 3- Logo b, identification of meaning 
Section 3-Logo c (Fig. 43) 
This logo was included in the survey for a comparison with the first logo in this section. 
An elephant can have multiple meanings in an Indian context, from religious to secular. This 
logo presents an elephant used in the secular context of the 1985 Asian games. Fig. 48 shows 
that both participant groups were able to identify the elephant, however fig. 49 presents more 
interesting findings. The data shows that the Indians were able to recognize the secular 
context and also remember what the logo represented. The familiarity with the logo could 
have lead the Indian participants to identify the meaning of the elephant to represent sports. 
The Americans however interpreted the meaning based on the friendly disposition of the 
animal and some of their cultural experiences. 
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Indian Participants American Participants 
-
% Identification of animal % Identification of animal 
100% Elephant 100% Elephant 
-
Fig. 48 Data Analysis: Section 3- Logo c, identification of animal 
Indian Participants American Participants 
-
% Identification of meaning % Identification of meaning 
64% Games, sports or Asian games 36% Joyful or happy 
52% Joyful, fun or playful 28% Celebration or parade 
24% Dance 
16% Republicans 
16% Child-like or child related 
16% Religious 
Fig. 49 Data Analysis: Section 3- Logo c, identification of meaning 
Section 4 
In this section the participants were asked to identify the objects they see in the logos 
(Fig. 50, 51 and 52) and also identify the industry or service that the logo attempts to 
represent. 
Abstracted symbolic objects may be recognized or represented differently from culture to 
culture. For example 'light' in the context of knowledge and learning may be represented by 
a candle in one culture but by an oil lamp in another. This section tests how audience groups 
from different cultures identify and interpret the objects seen in the logos. 
• 
Fig. 50 IIT Calicut logo 
(Anonymous, 2003) 
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Fig. 51 IIT Bombay logo 
(Anonymous, 2003) 
Fig. 52 Mangal greetings logo 
(Dheer, I 99 I , p.20) 
The logos seen in fig. 50 and 51 belong to two national technical education institutes in 
[ndia. They use a combination of objects that hold national and educational significance and 
relevance to their area of specialization. The third logo belongs to an Indian greeting card 
company. The objects (pot, coconut and mango leaves) used in the logo take on a religious 
context because of the arrangement in which they are placed. These objects are seen in such 
an arrangement at Hindu rituals and are considered auspicious. 
Section 4-Logo 4a (Fig. 50) 
Indian Participants American Participants 
% Identification of objects % Identification of objects 
100% Lamp 80% Atoms 
76% Wheel 72% Gear 
40% Atoms or Molecules 24% Lamp 
20% Nuclear symbols 12% Altar 
16% Planets 12% Flames 
Fig. 53 Data Analysis: Section 4- Logo a, identification of objects 
The data seen in Fig. 53 shows that there are variations in the identification of the objects. 
The Indians were sure of their identifications of the lamp and the wheel in the logo but show 
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some uncertainty in identifying the elliptical forms in the logo. The Americans on the other 
hand were more sure of the elliptical forms being representative of atoms, than they were of 
the lamp. It is also interesting to note that while the Americans identified a gear, the Indians 
identified the same object as a wheel. The wheel has a national significance to Indians. The 
wheel makes its appearance on the Mauryan lion edict and the Indian national flag. On the 
flag the twenty four spokes of the wheel represents hardwork round the clock. The wheel also 
evokes images of Mahatma Gandhi, a prominent figure in India's struggle for independence 
from the British. He used a conventional spinning wheel (charka) to create fabric from cotton 
fiber to promote the "be Indian buy Indian" campaign started in the Indian freedom struggle. 
The collection of objects seen in the logo have positive connotations and according to the 
Indians survey participants represents education, science, technology and research. The 
Americans also see a connection with science and technology but do not see an educational 
connection. 
Indian Participants American Participants 
% Identification of % Identification of 
service/industry service/industry 
72% Education 100% Science, technology or 
64% Science, technology or research 
engmeenng 
Fig. 54 Data Analysis: Section 4- Logo a, identification of meaning 
Section 4-Logo 4b (Fig. 51) 
This logo was chosen as the lotus is the national flower of India. All Indians were therefore 
able to identify the flower while the American participants were unable to do the same. As 
seen in the previous logo analysis (Fig.53), the American participants identify a gear 
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compared to the Indian responses that identify a wheel. The wheel and lotus both have 
positive national significances in India. A large majority of both participant groups were able 
to identify a book (Fig.55). It therefore seems reasonable for both groups to see an educational 
message in the logo (Fig.56). It is also interesting that 28% of the American participants 
identified a banner; this could explain why some participants also perceived a religious 
message in the logo. 
Indian Participants American Participants 
% Identification of objects % Identification of objects 
100% Lotus 88% Book 
100% Wheel 60% Gear 
100% Book 28% Banner 
24% Flower 
16% Torch 
Fig. 55 Data Analysis: Section 4- Logo b, identification of objects 
Indian Participants American Participants 
% Identification of % Identification of 
service/industry service/industry 
100% Education 80% Education 
28% Religion 
Fig. 56 Data Analysis: Section 4- Logo b, identification of meaning 
Section 4-Logo 4c (Fig. 52) 
A pot with a coconut and mango leaves has religious significance in India. It is 
considered auspicious and used in Hindu rituals. In the logo, the swastika also suggests its 
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religious significance in India. These objects as seen in the logo may have meaning and 
significance only to Indians. Therefore the two participant groups infer very different 
meanings when shown the same logo. The Americans participants seem to identify geometric 
shapes that take on a plant like appearance and therefore suggest that the logo could represent 
an industry that uses, protects or studies plants ( example: agriculture, botany and 
florists)(Fig.58). The knowledge of the ritual significance of the objects in the logo explains 
why all the Indian participants identified a religious context to the logo. Only knowledge of 
the social and religious customs in India would help a non-Indian understand the 
significances of such objects. 
Indian Participants American Participants 
% Identification of objects % Identification of objects 
88% Pot 40% Plant 
52% Swastika 32% Triangles 
24% Leaves 32% Circles 
24% Coconut 32% Vase 
Fig. 57 Data Analysis: Section 4- Logo c, identification of objects 
Indian Participants American Participants 
% Identification of % Identification of 
service/industry service/industry 
100% Religious 36% Agriculture, botany 
20% Florist 
12% Perfume 
Fig. 58 Data Analysis: Section 4- Logo c, identification of meaning 
46 
Part I of the survey was developed to test how two participant groups from different 
cultures responded to a set of logos. The results of the survey imply that cultural 
backgrounds and the shared experiences of the members of each participant group seem to 
affect their perceptions. The logos used in the survey have national or religious significances. 
Some symbolic elements are recognizable by Indians because of familiarity with the same; 
For example the elephant used in the Asian games logo or the hand gesture used by the Life 
Insurance corporation of India. It is imperative for designers attempting to communicate 
with Indian audiences to verify the symbolic meanings of the hand gestures, birds, animals or 
objects, that they intend to use in corporate symbols or other kinds of design. Insensitive or 
inappropriate use of symbolic elements that have a national or religious connotation in India 
could cause misinterpretation of the intended message. It is not necessary to dwell on or 
incorporate traditional or past symbols alone. Indian history and the history of other eastern 
nations suggests that the people of these cultures are accepting of western traditions and ideas 
if they are introduced gradually into their existing visual language. In the era of globalization, 
western ideas are being assimilated into eastern cultures and vice versa. Designers may have 
previously never found themselves in a situation requiring them to communicate with an 
audience that belongs to a culture different from their own. However, if designers keep in 
mind that cultural backgrounds dictate perceptions, as shown in this survey, then a more 
sincere and determined attempt to study the audience and their visual language and a more 
educated use of symbolic elements from another culture will be made to avoid 
misinterpretation in future visual communication. 
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Part II 
This part of the survey was developed to identify the aesthetic preferences of the Indian 
participants. Part II of the survey consists of three sections. Each section has eight symbols 
and the participants are expected to rank the symbols (I-most favorite and 8-least favorite) 
based on how the symbols appeal to them. The symbols for these sections were chosen from 
a collection of Indian symbols documented by Sudharshan Dheer. Abstract non-
representational symbols were chosen for these sections so that the participants could base 
their decisions on the shapes and not on whether or not they recognize the purpose of the 
logo. Based on the research documented in the literature review, the history of India's visual 
culture suggests a tendency towards the following attributes: geometric shapes, symmetry, 
fluid lines, repetition of lines to create a pattern, and complexity (number of elements in a 
logo and detail). These attributes are tested to aid designers with identifying what appeals to 
urban Indian audiences, and if those choices are distinctly different from the choices made by 
the American participants. 
Shown below are the symbols chosen for the three sections. Section 1 (Fig. 59) presents a 
collection of geometric and organic (four of each) logos, for comparison. Fig.60 presents four 
symbols that use repetition of line and four that do not. Fig. 61 presents a collection of simple 
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Fig. 59 Comparison of organic and geometric forms 






Fig. 60 Comparison of logos with and without repeating lines 
(Dheer, 1991, p. 15, 18, 34, 53, 101, 110, 128, and 129) 
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Fig. 61 Comparison of complex and simple forms 




The data gathered from Part II of the survey was analyzed to find out the aesthetic 
preferences of each audience group. Rankings of the logos by average and mode were also 
generated for a more qualitative analysis. The three methods of evaluation will provide us 
with a better insight into the choices made by the two audience groups. Not only will we 
know what the aesthetic preferences of each audience group but we will also be able to 
identify what was the most and least popular logo in each section for each participant group. 
Data Analysis- Section 1 (Comparison of organic and geometric shapes) 
An analysis of the data gathered from the part II of the survey revealed that Indian 
participants preferred organic over geometric shapes. However a greater majority of 
American participants (88%) also preferred organic forms over geometric shapes. The 
findings are therefore inconclusive. Although the Indian participants showed a preference for 
the logos with organic shapes, as the analysis suggests, this is not unique to Indians. 
Geometric Undecided 
Indian Participants 
American Participants 88% 12% 
Fig. 62 Comparative analysis of logos with geometric and organic shapes. 
A calculation of the average (Fig. 63) and mode (Fig. 64) reveals some interesting 
results. Both participant groups seemed to prefer the logos with organic shapes. However, a 
logo with organic shapes that the American participants rank four on the average scale and 
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mode scales is ranked seven and eight respectively by the Indians. This logo differs from the 
other logos that use organic shapes. It uses abstracted English letterforms, which is a more 
western trend that an Indian one as suggested in the literature review. It is also the least 
ambiguous of the four organic logos in the section and is not enclosed within a circular shape 
like the others. Some of these differing qualities could be tested in the future to narrow in on 
the kind of organic shapes preferred by an Indian audience. 
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Fig. 63 Comparison of logos with organic and geometric forms using average 
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Rank Indian participants American participants 
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7 A E .... ;.a 
8 A .... 
Fig. 64 Comparison of logos with organic and geometric forms using mode 
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Data Analysis- Section 2 (Comparison of logos with and without repeating lines) 
Section two of Part II of the survey tests the preference of logos with shapes and 
repeating lines. The historical traditions of India suggest that Indians might tend to prefer 
logos that use repeating lines. The findings of the survey (fig. 65) prove the same but the 
American participants also preferred the logos that use repeating lines. The preference for 
repeating lines is therefore not unique to India. 28% of the Indian participants are also 
undecided with their preference. 
Indian farticipants 
American farticipants 48% 40 % U% 
Fig. 65 Comparative analysis of logos with and without repeating lines. 
The rankings of each logo by average (fig. 66) and mode (fig. 67) provide us with more 
insights. It is interesting that the logos that are ranked one by average by both Indians and 
Americans do not have repeating lines. The logo that is ranked one by the Indians is highly 
organic. Indians might prefer organic shapes over repeating lines, however this requires 
further testing. Although the statistics show that both participant groups prefer logos with 
repeating line, the average and mode scales show that the Indian's most preferred logo with 
repeating lines is the least preferred logo of the Americans. This logo bears resemblance to 
the floor decorations seen outside Indian homes and could have therefore appealed to the 
Indians. On looking at the average and mode scales its appears that the logos that are most 
preferred by the Indians are least preferred by the Americans. The reasons for these 
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differences could be established with further testing and interviewing the participants to find 
out the reasoning behind their choices. 
Rank Indian participants American participants 
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Fig. 66 Comparison of logos with and without repeating lines using average 
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Fig. 67 Comparison of logos with and without repeating lines using mode 
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Data Analysis- Section 3 (Comparison of complex and simple logos) 
The research in the literature review revealed the use of densely packed pictorial 
compositions and an appreciation for detail in the visual language of India. This section of 
the survey tests the preference of complex logos over simple ones. The findings of the survey 
(fig. 68) support the research in the literature review and provide a clear conclusion. Indians 
preferred the complex logos and the Americans preferred the simple logos. 
Complex Undecided 
Indian Participants 
American Participants 20% (j() % 20 % 
Fig. 68 Comparative analysis of complex and simple logos. 
A analysis of the average (fig. 69) and mode (fig. 70) calculations reveal that all four 
complex logos in the section did not appeal to the Indian participants. The logo that ranks 
seven on the average scale is modern and less organic and therefore seems to rank seven by 
average and mode. It is interesting that the most preferred logos for the Indians are the least 
preferred logos for the Americans. The aesthetic preferences of one audience group is clearly 




































Fig. 70 Comparison of logos with complex and simple shapes using mode 
The data gathered from part II of the survey can help us conclude that the aesthetic 
preferences of an audience group need not be dictated by past artistic traditions as seen in the 
first two sections. However, the two audience groups do have differing preferences that seem 
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dictated by their cultures and backgrounds. A further investigation of the data could help 
establish more definitive conclusions with regard to the aesthetic preferences of Indians. 
Limitations of this study 
This study was not externally funded and was conducted within the United States of 
America. The access to participants were therefore restricted. The Indian participants were 
graduate students who have resided for three or more years in the United States. Their 
responses, therefore, cannot speak for the entire urban Indian population. Respondents from a 
different age group or those who reside in India may have responded differently to the logos 
shown. A younger audience may not have recognized some of the logos and an older 
audience might have seen other significances. For example, the NBC peacock represents 
color to an older audience group as it was used as a symbol for color when color televisions 
were first introduced. Audiences that have grown up with color television may not impart the 
same meaning to a peacock. 
Indian corporate logos were used for this study. Access to these logos was restricted to 
web resources and books available in the United States of America. Many of the logos were 
not available in color. Therefore aesthetic preferences of color could not be tested. The 
limited resources may have impacted the choices made while developing the survey with 
regard to the selection of logos. Some of the logos were recognized by the survey 
participants. Familiarity with or repeated exposure to the logos and the services or industries 
they represent could have impacted the answers given by the respondents. 
It would be helpful to collect more information about the survey participants. In the 
literature review the differences between North and South are discussed along with the 
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diversity present within India. Yet the participants were not questioned as to which part of 
India they belonged. This aspect could have influenced their responses but the relevance of 
the same was overlooked while developing the survey. 
Despite the above mentioned limitations, the findings from this study do provide the 
design community with some important information that has not been document by other 
researchers like Lipton and DeNeve. 
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CHAPTERS 
RECOMMEND A TIO NS FOR FURTHER STUDY 
The analysis of the survey discusses some recommendation for further study. Some 
additional recommendations for further study are as follows: 
1) Test the results of the survey. Additional testing could include interviews with the survey 
participants to identify why certain logos ranked high compared to others. 
2) An increase in the participant sample to include Indians residing in India and participants 
from various age groups could help establish clear statistical results and conclusions. 
3) A study of more westernized logos and the participant's reactions to the same could help 
designers identify means to introduce design ideas that are new to the culture that they intend 
to communicate with. Indian participants could be shown logos that use animals and birds 
that have no particular significance in India or a greater significance in another country. For 
example, an eagle is a very significant bird in the United States of America. Indian audiences 
could be shown logos with eagles to see how they interpret the same and if they are able to 
assign any meaning to it at all. 
4) An increase in the range of symbols presented in the survey could also be improved. This 
study focuses on hand gestures, birds, animals and objects that have a national and religious 
significance in India. Other symbolic elements that may or may not be considered as Indian 
icons could also be tested. 
5) A periodic repetition of this study could be performed to identify the impacts of 




It is the professional responsibility of graphic designers to communicate a specific 
message to a specific audience. The advances in technology have brought people and cultures 
together. Cultures are assimilating new trends and ideas from each other while struggling to 
maintain a unique identity. The shared experiences within the boundaries of a nation dictate 
the unique characteristics of a culture. Designers have now to been challenged to study 
cultures and understand the visual language of people they intend to communicate with in 
order to pass on the intended message without misinterpretation. Communicating visually to 
an audience that is from a different culture than one's own is a new phenomenon. Research 
in the field of cross-cultural design is therefore the need of the hour. 
This study was an attempt to identify the cultural perceptions and aesthetic preferences of 
an Indian audience. The survey was conducted to test the hypothesis that an Indian audience 
will differ from an American audience in their understandings of, and preference for, certain 
corporate logos, based on cultural differences. The survey results provide us with some 
useful information. The results of the survey show that Indians do recognize visuals based on 
their cultural backgrounds and shared experiences. This study may have thrown new light in 
the direction of Indian audiences but the issues at hand and the method of study can be 
applied to any culture that is in contact with and needs to communicate visually with another 
culture. 
It is imperative for designers to understand the need for an informed use of symbols in 
the visual communication directed for another culture. This study has proved that a symbol 
can be viewed positively by one cultural group and negatively by another. This is especially 
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noticeable when the symbols have a religious significance. As we progress in the era of 
globalization people will be more familiar with the meanings of signs and symbols that have 
not been used in their cultures before. Designers will be able to use new elements of design 
by educating themselves and their audiences. It is not necessary for designers to dwell on 
past traditions and develop messages based on the history of a culture alone. Change is a 
constant in any culture yet designers must realize that one culture will always view any 
visual communication through cultural filters and therefore it is necessary to make sure that 




Title of Study: Graphic Design for an urban Indian audience 
This survey is being conducted to record your opinions and preferell\:i.'S and" ill 
take approximately IO minutes to complete. It is not an aplitude test and 
tht·re art· no right or wrong answers. The findings from this sur\'cy will a.,sist the 
reseachcr in her s1udy of logos. lhcir forms and meanings. Ynur participa1inn in 
this study is compk1l'ly voluntary ;ind you ma) refuse to participalc or le;i\·c the 
study ,ll m1y time. 
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.l) Please rank the logos shown below. ha.,cd on how they appeal to you. 
( I-Most fo,nritc and 8-Lc.c,t fa,oritc) 
• er ·•;-· 
Rank: 
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